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HELLO EVERYONE AND Eight-string guitar arranged for seven-string guitar 
welcome to Prog-Gnosis, my 
Guitar World instructional 
DVD. Over these 13 lessons, Til be Abmaj7 Bmaj7 
demonstrating some of the techniques Bpoce age 
: hg w/hybrid picking 
and approaches I rely on in the writing - . 
; ; : 1. let ring throughout 

and performing of the music I play with 3 7 
my band, Animals as Leaders. Hopefully, ii i 5 3 4 53 6 5 4 53 8 8 9 8 
you will find these ideas useful in your 4 5—3 5 6 8 
own musical endeavors. 4 6 7 

I’d like to begin with a look at some | 
excerpts from the song “Somnarium,” Lt Lt ———= = Lt 
from the Animals as Leaders album Emaj7 C7sus Abmaj9(+5) 
Weightless. The majority of the music I 4 9—7 
play with the group is performed on an 8 8 9 11—9 8 8 9 
eight-string guitar, tuned (low to high) E 10 8 10 10 
BEADGBE. Inthe examples included 7 9—7 8 11 12 11 
here, the parts have been arranged for }+— 9 
seven-string guitar (low to high, BE AD Ltt Lu lL Ltt 
GBE). Ifyou have only a six-string, fear 7 Dbm Abmaj7 
not, as only one note—the low Ab at the 8 11-12—-8—11-9 
beginning of bar 6 of FIGURE 1—is played 3 9 9 9 9 9-8-6 2 : 
on the seventh string. On a six-string, this 6 I | 
note can be played at the fourth fret on 7 6—4 4—0— a 
the sixth string, though a quick shift up to LJ 
ninth position will be necessary to play the 7 -— «' - =| a — 
notes that follow. 

The opening riff to this song was Abm7 Asus2 
written as an etude that I could use to 11 w/hybrid picking 
practice my hybrid picking—the pick-hand 2 4—2 7 
technique that combines flatpicking and T : 0 3 4 0 3 4 4 6 9 10 
fingerpicking. Throughout bars 1-5 of 4 4—2 4—1 
FIGURE 1, I pick the lowest note of each “4 0 
figure with the pick and follow it with 
fingerpicking, using my middle finger, —_— 
ring finger and pinkie to sound the notes | FIG. 3 | 
on the higher strings. You'll find some : : . 
challenging pick-hand movement through Emaj9 a sade Bmaj9 Apm(maj7) 
this section as well as nice harmony as you w/hybrid picki NS teens ~~ ~~ rr ~~ 
shift from one chord form to the next. 11 1211 6 6|_7-6 0 3 4-3 0 3 3 4-3 0 

In bar 6, outlining the Abmaj9(+5) T ty : 11 11 i6 64%] 4 4 4 4 
chord, I switch to alternating between a 4. 4. 
flatpicked and a fingerpicked note, and ; 12 : 7 7 4- . 4 4 
then I wrap up the phrase in bars 8 and 9 Y LJ WJ WJ Y LJ LW WJ 
with a combination of alternate (down- 
up) and economy picking. Economy pick- 
ing, also known as “rest-stroke” picking, higher to lower strings. Notice also the inclusion ofa The last riffincluded here, illustrated in FIGURE3, 
entails the use of the same pick direction single bar of 3/4 in bar 5 alongside a basic 4/4 feel. begins at 1:39, and I consider it to be the “hook” of the 
when moving from string to string. In bar The riff in FIGURE 2 follows immediately on the song in that it is repeated many times. Harmonically, 
8, there are two areas where three con- heels of FIGURE 1, entering at 0:29 seconds into the I begin by moving maj9 voicings down the neck, 
secutive notes are performed by playing track. use the same approach but shift from Ab major but I wrap it up with a slight twist, incorporating 
one note at a time on successively lower to Ab minor. Using a similar motif but transforming it m(maj7). Also, the rhythmic syncopation of the figure - 
adjacent strings. This also occurs on two to a different tonality is a great way to expand on any causes it to sound like the beat is turning around with 
strings in bar 9. For these notes, I use con- | musical idea. This figure is again performed with a each successive phrase, but, in fact, I think of it as_ 
secutive upstrokes when moving from combination of hybrid and economy picking. alternating bars of 4/4 and 3/4. 





CHAPTER 


Making effective use of economy picking, 
and how I play my solos in “Somnarium” 











IN THIS CHAPTER, I'll show Eight-string gtr. arr. for seven-string gtr. (low to high, BE AD GB E) 
you what I play for two of the 


solo sections in “Somnarium.” ew 


These solos are played over the parts Emaj9 Bmaj9 

illustrated in the previous chapter. 
The majority of the music I play with es V--, es, V------, A V Messs4 V n--,V n----,\V n--,V Mas 4 

AAL is performed on an eight-string guitar, T 1211 12 1411 12 16-18-19 16 

tuned (low to high) EBEADGBE.In A 4 11 11 3 13 (9at618 ee 

the examples included here, the parts have 141314161314 16 

been arranged for seven-string guitar (low 

to high, BE A D GBE). If you have only a _——$— a ——— a ———— 

a six-string, the great majority of what is Abm/maj7 

written here can be played on it. FIGURE 2, V----, n V--,n V n--, Vn--, V n--------- Pt eaaatane vm V----, 7 ee 

for example, depicts my primary solo on 18 18 

the song, and there is only one note that is 16 1 

played on the seventh string. 4 16-15 17 15-17-18 15-16-18 16-15 
FIGURE 1is an arpeggio-based 4 18-14-1618 1814135 

pattern that I play over th 46-12:11— 

_— —_——_<_ == 
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(ConSEEREVETRISOEZ/ANET He pattern ee 
moves harmonically fron{{iMaj OOM OD 
OAM! begin over Emaj9 with 


straight descending arpeggio figures that T rc 
are played in groups of steady 16th notes. A 4. 
By the second half of beat two in bar 1, 
I’ve dees to along eat line that = SS | = 
is performed using economy picking. Bar ; 3 

3 is again split between arpeggios and Ema 14-12-11 C7sus4 
ascending figures, followed in bar 4 by a 14-12-11—9 10/11 9-414—13 
long descending arpeggio across the first 11-98 41-9 10 8 

through the seventh strings. 

The descending arpeggios used to start 
this riff are executed with reverse sweeps, —SS— OLS lS be be be 
as the pick is dragged in an upward Abmaj9(+5) 
motion from higher to lower strings. I 
then use economy picking to play the 4 1717 
subsequent ascending line. Economy 44 1818 1919 1818 
picking is best described as a technique 1616 
wherein the same pick direction is used _——— 
to sound notes on adjacent strings: when Dbhm Abmaj7 
moving from a lower to a higher string, 2321 
the last note on the lower string and the 21 
first note on the higher string are each 1 

: at : 21181920 1 
aay a a pais oS — 2019 161819 1918-15 
rom a higher to lower string, consecutive t— t—— t-—} t } 
upstrokes are used in a similar manner. SSS SS — — — a — V 
I’ve found the technique invaluable for Bmaj7 Emaj9 C7sus4 
performing challenging figures with speed wo 14444111415 ,_¢ 45914131241 941 /8- 
and precision. x 11-12 

FIGURE 2 illustrates the main solo, 10)-8-(10 7 8 812 4 

which is played over the song’s opening— 


and primary—rhythm part. I use arpeggios 8 
along with and I — y san aee fd — = 


stick closely to the Abmaj7-Bmaj7-Emaj7> Abmaj9(+5) Dpm : 
Every lick sits squarely over the * i 
= 9 9 





ze Bmaj7 
co on oes ~w ww 
12143 1318-18) 11 
1 4940—12.4 16—— 1213-12 12 qe 

Z 15 13 
15-11-13 
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@eeompanying chord Starting in bar 6, I % =——9 9-86 
incorporate a “double-picking” technique, 4 11 7-11— 6 7 6-4 


wherein each note is picked twice within 


a steady rhythm of 16th notes. 7 lan! Lit ys LL 

























































































CHAPTER 


How to play the outro guitar solo 
in “Earth Departure” 








“EARTH DEPARTURE?” IS 
one of the most adventurous) 
tunes on the Animals as Leaders 
album Weightless. The song features some 
very intense, complex figures that require 
extremely tight band interplay. To my 


way of thinking imtieh Of he songs) 











n this chapter, 

T'll analyze the song’s outro guitar solo, 
which is one of my favorite solos on the 
record. 

As you know, the majority of the 
music I play with AAL is performed 
on an eight-string guitar, tuned (low to 
high) EB EADGBE. Inthe example 
included here, the solo has been 
arranged for seven-string guitar (B E AD 
G BE), but a six-string will work just as 
well, as there is only one note—the first 
note of beat four in bar 6—that is played 
on the seventh string. 

FIGURE 1 illustrates the entire 14- 


bar outro solo. Tonally, the solo revolves) 





I begin the solo by playing over a quick 


h 


4 
° 
ct 
a 
oe 
ct 


| 
a 
oO 


solo then concludes with five bars of 4/4. 





At the end of this bar, I begin a series 
of ascending sweeps based on the Bb 
CD 2 DS es FA, 
performed by dragging the pick across 
the strings in a single downstroke. 








Eight-string guitar arranged for seven-string guitar (low to high, BE A D GB E) 
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CHAPTER 


Double picking, and the first solo 
in “An Infinite Regression” 








IN THIS CHAPTER, I’d 
like to talk about a cool, useful 


iN] technique I sometimes use 


called “double picking,” which involves 


repeating each note in a melody twice 
using alternate (down-up) picking. A 
good example of this technique can 
be found in the first solo I play in “An 
Infinite Regression,” from Weightless 
(see FIGURE 1). 

I begin over an F#m chord and play an) 
stick- 
ing with a rhythm of straight 16th notes 
while double-picking each different note. 


almost as if you were tremolo picking. 
In bars 3 and 4, 


same approach in bars 5 and 6 over Bm, 
but here I truncate the idea by starting 
on the B root note on the A string’s 14th 
fret before moving down and then back 
up again. 

Across bars 7 and 8, I play a quick 
-descending-ascending line over the five 
(V) chord, C#, using notes from the C# 
CREREGIEEREEE (Cé D Et rt 


G# AB), 


which is the fifth mode of F# 
(@Gmmonicmmor(F? G? ABC#DE. 


I switch to much simpler and more 
melodic lines in bars 9-14, 


‘bars 1-6. At bar 15, however, I play a fast 
Mt 
The solo wraps tip With a'restatement) 



























I finish 
up in bars 31 and 32 with straight eighth 


outline the B-to-C# chordal movement, 


Overall, this is a challenging solo to 
play up to speed, so I encourage you to 
take it one bar at a time and gradually 
work it up to tempo. Once you have the 
shapes down, you'll find that it’s not as 
difficult to play as it may seem. 










Eight-string guitar arranged for seven-string guitar (low to high, BE A D GB E) 
Ge “An Infinite Regression” first solo (beginning at 1:13) 
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SSS eee SSS 
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Fem Bm 
17 ww wenn aww 
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12412) 
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asa, a 214) €14)-12510 * 
a - 14-13 114113113 14-414) 
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How to play the thumb-slapped 
intro to “An Infinite Regression” 





eT Nee Nat 





IN THIS CHAPTER, I'l] show 
how I play the intro to “An 
Infinite Regression,” the opening 





Eight-string guitar arranged for seven-string guitar (low to high, BE A D GB E) 
































track from Weightless. This part features FHS gee DS 4u5 4o5 FHS Me we 

avery unusual and unique “double- V . nV 1 1 

thumbing” technique that, I believe, ml (play 3 times) nV 

was pioneered by the great jazz bassist : 

Victor Wooten. As usual, all of the licks 1 -f-f Ss LTT TT 7 
in this chapter are arranged for seven- -9-9-9-9 15 10101010 os aaa 

string guitar (low to high, BE AD GBE), Co t+} 74 





though I play the part on an eight-string. 6 
For this intro, I use my pick-hand 
thumb to sound consecutive notes with 


* w/pick-hand thumb 

+ fingerpick w/pick-hand index and middle fingers 
a downstroke followed by an upstroke, 
after which I use the index and middle 


























D5 ¥--, +--+ 
fingers for fingerpicking. Along with nV 
the fret-hand tapping that initiates each 
phrase, the combination of these different ~ T Z Z Z 











techniques lets you devise cool, rhythmi- a 
cally complex and deceptive-sounding Jo-10-10-10-10 












First, I'll illustrate the basic technique 




























































































I use to play the intro lick in “An Infinite DS +. ar Sy 

Regression.” As shown in FIGURE 1, I nV 

begin with ar which I S 

hammer on with my fret hand’s index and 2 ZL / 
ring fingers on the seventh and ninth frets [-$-$-5-5-5 

of the low B and E strings, respectively. 

This is followed by the previously men- 6 


tioned downstroke and upstroke with the 
pick-hand thumb, sounding the third and 





































































































































































































































































































fourth notes in the phrase, followed by F#(sus2) Soe qee Senn s epee itor, Chee ee ee 
the pick-hand index and middle fingers 5 A | fi @ 7 ni ; V 2 
sounding the fifth and sixth notes. In bar 
2 of FIGURE 1, I use the same technique T \ 4 5 41-11 
3 = 2-19 

but switch to the notes E and D, played vA ~ 1-11 x 99 1-11-11 9 11-11-11 
on the seventh fret of the A string and the + 9-9-9 ‘—9—9—9 
10th fret of the low E string, respectively. eee ease SS 

Many of you do not own seven-string 
guitars, so I’d like to show you how to D(sus2) ai bend ag dies Epistle?) i sb, hey Bm eebeq Ben ae: 
play this lick on a six-string, as illustrated n nV nV nV nV A 
in FIGURE 2. Ona six-string, begin with 
a hammer-on to the low E string’s second rer aaa a548 a4 
fret, followed by a hammer-on to the + 421212 121212 ts 1515 1313 er 9-9-9 
fourth fret of the A string. In bar 2, I move 10 10 aa 131313 11 131313 7 1 
over to the second fret of the D string and SS= SS] === SSS SS] === SSS Sse === 
the fifth fret of the A string. The lighter Gsus?2 Gmaj7 Bm Bsus? 
gauge and thinner tone of these higher So aay Ray ary iy mera. tae 
strings hinders the power of the lick when n_V V nV V 
played on a six-string guitar, so I suggest 
picking up a seven-string (or, even better, > 12-12 11-11 
an eight-string!) to play this tune, as it will S 40 10-10 12-12 10-10-10 9 : 5 9 7 9 
sound heavier and more authentic. 8—|—__+—_ 8—_}+——_ 

Now let’s get to the riff that comes in —— —— === == == SS 
at 0:17, as shown in FIGURE 3. Instead Gsus2 Gmaj7 

: : oo AS Sipe REA Hey heey esos) shoo 
of playing the riffs as sextuplets (six-note V n 
figures) as I had done in FIGURES 1 and qn 
I 7 I 7 
> 12-12 9—9 9—9—9—9 9 
\ 10-10-19 5 10-10-19 











Making odd meters feel natural, 
and how to play “Cylindrical Sea” 





CHAPTER 








A SIGNATURE ELEMENT in 
NY the songwriting techniques I use 


with Animals as Leaders is the 





a technique explored to great extent by 
many of today’s progressive rock and metal 
bands, such as Periphery, Dillinger Escape 
Plan and, of course, Meshuggah. 

A good example is the song, “Cylindri- 
cal Sea,” from Weightless. As many of you 






know, I'ma huge Allan Holdsworth fan, 


For all of the chapters up to this point, 
I have arranged my eight-string guitar 
work for seven-string guitar, as few of 
you have eight-string instruments. When 
possible, I have also arranged the parts 
for the universally accepted six-string. 
In covering “Cylindrical Sea” in this les- 
son, however, I have written the parts 
for both eight- and six-string guitar, as 
the use of the low eighth string, tuned 
to an E note an octave below the sixth 
string, is essential to performing these 
parts correctly. 
Illustrated in FIGURE 


(sists of a melodic line played on the fifth 
and fourth strings, supplemented by low 
CARTTONEAEENEEETG play this 
part fingerstyle, using my thumb to sound 
the lowest notes and my index, middle 
and ring fingers for the melodic content 
played on the higher strings. Throughout 
this section, all notes are allowed to ring 
as long as possible. Be sure to keep the 
fingers of both hands properly arched so 
that clarity is maintained as you move 
from one chord voicing to the next. 

As mentioned, this part is easily 
adaptable to six-string guitar, as I’ve 
done in FIGURE 2. All of the notes fret- 
ted or sounded on the eighth string have 
been moved to the sixth string, which 
is tuned to E but one octave higher. 
Playing the low root notes on the sixth 
string makes the fretting slightly more 
difficult because it requires more careful 
and precise fingering to avoid accidental 
muting of notes. 

The intro continues with the riff 
shown in FIGURE 3, again arranged for 
six-string guitar. This section begins the 
same as FIGURE 1, but then moves back 


to the tonic, Em, followed by different) 










The last figure in this chapter utilizes 


Eight-string guitar (low to high, E B E AD GB E) 
































































































































is six-string version 


Cmaj7(#11) Abmaj7(#11) 


Cmaj7(#11) Abmaj7(#11) E5 
let ring throughout 
fingerstyle 
a 7 5 5 1 : 2 > 7 
§—5—7—9 9 9—1—3—5 5 5 2 6 Q 
LB ar 
8 8 8 4 4 4 , 0 €0}- o- 0 
a a a 
Cmaj7(#11) Abmaj7 (#11) E5 E7sus4  Em7 — Esus2 A 
12 
1 1 T 12 11 
7 5 5 2 7 12 
t-$ 5—7—9 9 9 1—3—5 5 5 2 
8 4 4 4 0 0 
Lee oy feerory fe oe oe 
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oh 
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a technique similar to standard classical guitar 
“tremolo” technique, wherein a single note is picked 
repeatedly and rapidly with different pick-hand 





fingers. As shown in FIGURE 4, the B note on the 

















— 7 
0 0—o—0—0 0 / 
9-99-9999 -4-9—9—9—9—9-9--9 2 
tt A 

z 5 8 7 5 
a LJ LJ Li Lp | 


fourth string’s ninth fret is picked repeatedly while 
the bass note under it continually changes. This is 
demonstrated on the eight-string but most if it is 
playable on a seven-string. 


CHAPTER 


Playing in 6/4, and the hybrid-picked 
arpeggios in “David” 
























































IN THE LAST chapter, I Seven-string guitar, tuned, low to high, to BE ADGBE. 
‘S| i, | CE cos 
employing odd meters in much of 
Bb D Bbaug Daug/F# 
using the song “Cylindrical Sea” as an hybrid picking (play 8 times) (play 4 times) 
example. While (@YLnGHCANSCa amOves) T 10 14 T z 6—5 
- 10—-10 14—-14 - - 7 7 - 
6 8 8-12-10-12 12 6 8 4 4 
4 4 598-5 
| 
Lj 







































































mpm ---Jm.«*« Mm * 
* = w/pick, m = middle finger, p = pinkie 


Gis 
Bbaug Daug/F# Gm Daug/F# Eb 














T 7 § 7 7 rh 3 3 





“David,” the last track on Weightless, 
was recorded using a seven-string gui- 


6 
tar tuned normally (low to high, BE A 
D GB E). I think of the song as being in 


6/4 time, though one could just as eas- 






















































































ily reckon it as bars of 4/4 followed by 

bateor aia Bbaug Daug/F# Gm birt 
FIGURE 1 illustrates the opening 6 6 5 6—_8 

pattern, which is built from alternating 7 7 7 
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use hybrid picking to play these arpeggios, 


using a pick to sound all notes on the 
fourth string and fingerpicking the third 
and first strings, with the middle finger 
plucking notes on the third string and the Ebmaj7# 11 D7F# Gsus2 Gsus2/B E7sus4 B7/D# 
pinkie plucking the high E. yoy 8- yoy 10 10 10 10 10 10 5 5 

After FIGURE 1 is played four times, 10410) 11€11)---10 10 10 10 
a second guitar enters with the pattern § 
shown in FIGURE 2. I use the same 11- 0 
hybrid-picking technique to perform the | Y 
arpeggiated patterns in this riff, and you 
will notice that I expand on the implied 
harmony by including the augmented . 
fifth, Gb, in the Bb triad played across Cmaj7 Baug G 
beats one and two. This riff is layered 0 0 (2) 0 7-8 
under FIGURE 1 four times. 0 0 

At 0:24, the initial guitar drops out 
as the riff illustrated in FIGURE 2 is 10 
repeated, establishing the start of the 1—11 1 
next theme in the tune, shown here in 
FIGURE 3: 
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not actually sounding chords in a conventional seventh-string bass notes and two-note figures 


way. Regarding the picking technique, the sounded on the top two strings, culminating with an) 
pick hand strikes the string closest to it, so ascending line in bar 9 that outlines Baug. 


‘movement. For me, hybrid picking in this manner | i§{@USQWOUASSiSEBTASiISIereaubDoOkMenybricupichine) 
facilitates sounding notes on nonadjacent strings Lines & Licks for Guitar. It’s one of the most useful 
while In bars 6 through 8, I alternate between low highly recommend it. 










An influential resource for this type of playing 






One of the cool things about 
arpeggiating chords in this way is 
that it 





CHAPTER 


More on playing in 6/4 meter, and how I perform 
the hybrid-picked arpeggios in “David,” part 2 











IN THE LAST chapter’s 
analysis of the track “David,” 

I described my penchant for 
writing songs in both odd and shifting 
meters. The opening sections of “David” 
are played mostly in 6/4 (also reckonable 
as alternating bars of 4/4 and 2/4), with 
bars of straight 4/4 briefly used here 
and there. Additionally, I use hybrid 
picking—a useful technique that combines 
flatpicking and fingerpicking—to perform 
the many different arpeggios and chord- 
melody patterns I play in the song. 

FIGURE 1 illustrates the phrase heard 
between 0:45 and 1:00 on the recording, 
after which I reprise the song’s opening 
phrase. In bars 1-3 of FIGURE 1, I 





‘harmony. use my pinkie to pluck all of 


the melody notes except for the open B 
note in bar 3, which Ill pluck with either 
my middle or ring finger. This is the 
most comfortable way for me to play this 
passage, but I encourage you to try other 
fingerpicking combinations to see what 
works best for you. 

One advantage hybrid picking has 
over straight fingerpicking is that it 
enables you to quickly and easily revert 
to flatpicking, which is what I do to 
play the ascending run in bars 4-6. In 
bar 4, I employ economy picking, also 
known as sweep picking or “rest-stroke 
picking.” When moving from a lower to 
a higher string, I “rake” the pick across 
the strings in a single downstroke. Bar 
5 is performed with straight alternate 
(down-up or up-down) picking. 


- FIGURE 1, which is performed 


with hybrid picking. This part, shown 
in FIGURE 2, is also performed with 
hybrid picking and played in virtually 
the same rhythm as that introductory 
part but supplies its own harmonic- 
melodic content. 







f FIGURE 1, except here 
the low bass notes are played on the sixth 











Seven-string guitar (tuned, low to high, to BE A DGB E) 
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* m pm #*------- tm pm * 
* = w/pick; m = middle finger; p = pinkie 





































































































G(9sus4) Am7 Bb F G(9sus4) D 
5 5 6 13 17 14 
T 6575 5—-5—5 77 14—-14_14 17—-17 14—-14 
4 1312 
3+++3-5-+-++5-F 8-61-9413 13-13-15 1s{—F1 10 
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G(9sus4 Am7 Bb F 
(repeat prev. bar) ( : 5 6 13 
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string instead of the fourth. The intervals of sixths on while the index finger is planted on the sixth string’s 
the third and first strings carry over from the initial 10th fret, the ring finger and pinkie fret notes at the 
theme. From bar 1 through beat two of bar 3, the bass 14th fret of the third and first strings, respectively. 


‘with G(9sus4) played one octave higher. I then 


alternate between this pattern and ar 


notes steadily ascend the sixth string as the chords 


Gustavo Assis-Brasil’s instructional book Hybrid 





move from G@sus4) to Am7 to Bb and F, culminating) | Picking Lines & Licks for Guitar, which I mentioned 
in the previous chapter, was an invaluable resource) 





Devising chord voicings on 
the eight-string guitar 





CHAPTER 





I LOVE THE extended range 
and chord voicing possibilities 

offered by the additional two 
lower strings on an eight-string guitar. I 
tune my eight-string, low to high, to E B E 
AD GBE. This way, my lowest string is 
an E, an octave below the sixth string, and 
the seventh string is B, as it normally is on 
a seven-string guitar. 

To show why this tuning is useful, 
let’s start by playing a normal major 
barre chord. In FIGURE 1, I begin with 
A major played on the sixth through first 
strings. I can also barre my index finger 
across the seventh and eighth strings 
to conveniently fill out the sound of the 
chord. In FIGURE 2, I ascend from A up 
to E at the 12th fret. This E barre chord 
can alternatively incorporate the open 
bottom three strings, with fretted notes 
played across the top five strings. 


Using this as a starting point, Tean) 








n FIGURE 
3, I start with a standard Am chord and 
move to somewhat unusual Am9 and 
or the latter two voicings, 
be sure to place your fret-hand thumb 
squarely on the center of the back of the 
neck to accommodate the wide stretches. 


FIGURE 4 illustrates two voicings that 

I often use for this chord. For each, be 
sure to pick each note individually to 
check that all of the strings ring clearly. 
Likewise, FIGURE 5 offers two different 
ways to voice another harmonically rich- 
sounding chord,(@imajie) 

A technique I employ often is to fret 
chord voicings on the higher strings 
while incorporating the open lower 
strings. This approach can yield some 
unusually broad voicings, such as the 

shown in FIGURE 6 and the 
oicings shown in FIGURES 
7 and 8. Notice in these latter examples 
that I include open higher strings as 
well, which, to my ear 


Another technique I like to explore is 
to take a static voicing (one in which the 
“grip” stays the same) and simply move it 
up or down the fretboard, as in FIGURE 9. 

A great example of my incorporation 
of eight-string voicings can be heard in 
the song, “Point to Point,” from the first 
Animals as Leaders album. It’s based on 
the arpeggiated Bmaj7/E voicings shown 
in FIGURE 10. This phrase is performed 
with a combination of sweep picking and 
alternate picking. 





Eight-string guitar, tuned, low to high, toE BEA DGBE 
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CHAPTER 


Effective ways to warm 
up both hands 












































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































ONE OF THE toughest Seven-string guitar (tuned, low to high, to BE ADGB E). 
things for me to do while trav- 
eling constantly is to find time 
to warm up quickly and effectively. I 1 mVnaAVaAVAVAVAV AVN | sim 
have devised a few different techniques 15 7A 13 1213-1415 7a 15 12134445 
over the years that have proven invalu- T % 13 14 13 14 13 14 
able to me and which I’d like to share 1213-1415 12 Ler 13141520 13 12 
with you in this chapter. Poot 
15———_—_—_—_——————_-12-13-14-15 12-13-14 
14 13 14 15 12 13 
13 14 13 14 13 14 
12-13-14-15 12 1S agate 15 
n the two exercises presented 7 
here, both approaches are employed. 121314415 12 qe 15111243 14) | 
15 12 1 14 13 14 I 
14 13 14 13 14 15 | 
13 14 15 12131415 | 
SRE TTERAONL Once t2is141s 
you have a handle on this, you can ——————— i i 
try incorporating economy picking, 
which is my picking preference when Gis 
crossing strings. nVo 1 VnVrAnVAV AV AV AV AV OO ete. 
FIGURES 1 and 2 are exercises that 12-13-14 15-11-12-13-14—WY__________11-12-13-14 
I visualize purely for their symmetry, T 4 5 13 12 13 12 : 12 A 
with Se¥erse diagonals” played across 7 1112-13-14 WR 
the strings alternating with chromatic 
notes on one string. FIGURE 1 begins 9 = fers eee 
with the pinkie on the high E string’s 
15th fret, the ring finger on the 14th fret ‘4a. 1121314 13 14 11121344 
of the B string, the middle finger on the 4 12 13 12 13 12 13 
13th fret s a the can finger Ai s4 i 12 11-1213-14 13 i 14 
on the 12th fret of the D. On beat two, 
I “walk up” the D string chromatically 4 
(one fret at a time) with each fretting 11-12-13 
finger until the pinkie is at the 15th 14 11 12 11-12-137-14 13 12 11 13 
fret, after which I reverse the diagonal 13 12 13 12 13 14 4. 
and move one note per string back up ie 11-12-13-14 13 14 11121314 
to the high E. On beat three into beat Sa SS eS SS SS —_ SSS = 
four, I chromatically ascend the high 6 41121314101112,-13 10111213 
E back up to the 15th fret, after which 14 11 12 12 11 12 
the first shape is repeated. The pattern z iS rr ins Mo1ti2i9 6 
then moves down one string and is 11121314 
repeated three times, and then I change 
direction and move back up. 8 SSS SS SSS ESS SS SS = SS SSS SSS LSS 
When you get back to the very 13 10111243 
beginning of the phrase, a neat twist is 12 11 12 13 10-11-12-13 
to move down one fret and repeat the 11 10-11-12-13 12 11 10 12 11 12 11 1 1 
entire sequence, as I do in FIGURE 2. 10-11-1213 10 
As performed on a seven-string, the lick SS ee 
becomes even longer than it would be 10 
on a six-string. 10-11-12 
Now that you have the idea, try mov- 13 10 11 10-11-1213 12 11 10 12 z 
ing similar ideas around the fretboard 12 11 12 11-12 13 
in as many different ways as you can 10-11-12-13 1 13 1011213 
devise. You'll find that exercises like this 42 ae ESS SE SS SO EE 
will keep your chopsin shape, whether | 10111213-91011 12. ____91011 12 
you'reaboutto walk outonstage orare 18 Trt i ope 
5712 11 12 10 11 10 
preparing to record solo. 1 i213 9101112 9 
10111213 
SSS SS SSS SS SSS SSS ESS === SSS ESSE SS LS SSS 


Seven-string arpeggios 





CHAPTER 





ONE OF MY (iiG3Evaliable) 






‘study practices has been to ex- 
SJ (plore arpeggios (also known as 
“broken chords,” wherein each note of a 
chord is played individually and in suc- 
cession) across all the strings. Like most 
guitarists, I began on six-string and soon 
graduated to seven- and then eight-string 
guitar. In this chapter, I’d like to demon- 
strate some cool ways to perform a vari- 
ety of arpeggios across seven strings. 

I’ve devised a specific arpeggio finger- 
ing pattern diagonally across the strings, 
spanning over two octaves, for which I 
can then alter one or two notes in each 


This way, the fingerings are visually and 


physically similar and easier to memorize. 


Let’s begin with Em7 (see FIGURE 1). 
After I strum the chord, I pick the notes 
of an Em7 arpeggio: E (the root), G (the 
minor, or “flatted,” third), B (the fifth) 
and D (the minor, or “flatted,” seventh), 
descending across the top five strings in 
seventh position and continuing across 
the bottom three strings in fifth position. 

When practicing, I’ll often incorporate 
economy picking (also known as rest- 
stroke picking) into the execution of ar- 
peggios. Economy picking is a technique 
whereby you use the same pick direction 
when crossing to an adjacent (neighbor- 
ing) string: when moving from a lower to 
a higher string, the last note on the lower 
string and the first note on the higher 
string are picked with downstrokes. Con- 
versely, when moving from a higher toa 
lower string, the last note on the higher 
string and the first note on the lower 
string are picked with upstrokes. 

FIGURE 2 illustrates an Em7 
arpeggio ascending and descending 
across all seven strings, with fret-hand 
fingerings and pick strokes indicated. 

I begin with an upstroke on the low B 
string, followed by three downstrokes 
as I move across the bottom three 
strings. This pick-hand movement is 
then repeated for the next four notes, 
followed by a hammer-on from the 

G string’s seventh to ninth frets and 
the continuation of the downstroke 
movement across the top three strings. 
I’m essentially raking across the top 
five strings. When I descend, I use 
consecutive upstrokes, or a reverse rake, 
to move across to lower strings. 

Now let’s tweak this pattern to 
formulate other arpeggios qualities. 





Seven-string guitar (tuned, low to high, to BE AD GB E). 
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| FIG. 3 | Emaj7 arpeggio w/economy picking 
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| FIG. 4 | Emaj7#5 arpeggio 
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GTR E minor pentatonic lines 
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FIGURE 3 offers an Emaj7 arpeggio (E G# B D#) 


picked the same way as FIGURE 2, and FIGURE 
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FIGURES 6, 7 and 8 illustrate similarly 
structured arpeggio patterns for E7 (E G# B D), Em/ 
maj7 (E GB Dé) and Em7b5 (E G Bb D), respectively. 
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Examining the two-hand tapping and 
odd-meter phrasing in “Isolated Incidents” 













Ny] FOR THE TRACK “Isolated Eight-string guitar (tuned, low to high, to E A E AD GB E) 


Incidents,” from Weightless, I 
devised an unusual two-hand- Cis “Isolated Incidents” - = 156 


tapping figure that'serves as the song’s 1 F#m7 





















































































































































































































































pick-hand \ \ \ \ \ 
44-44-11 11—11—11--11 101 ea aati a 11-11-11 1 a1 
8 : 44) 7 4 €4) 7 4—4 7 
tB 5 7 5-«5) 7 Saas 7 5 7 SS 7 5-«5) 
x \ | \ \ \ \ { \ \ 
fret-hand / V | 7 7 7 V Y Vv 
The intro of “Isolated Incidents” is ¢ 
performed by tapping notes on the fret- P#7 
board with both hands simultaneously. : N \ NS N s \ 
Some of you may be familiar with this ~ = ats aS 
approach through the playing of jazz €113-11 i 11 aoe 11 , 11-11-11 9 TT 11 Sa 11 11 aaa 11-114 
guitarist Stanley Jordan. When the track 7 eT 3 5 7—6—6) > 7 6 6) 3 
begins, the first thing you hear is the . “ly 747} weer 7 
melody, which I play entirely with my i r uD | 
fret hand. Without picking convention- F#m7 
ally, all of the notes are sounded by firmly f N N \ Ns 
hammering onto the fretboard with the sats as an 
fingertips. At 0:17, an ostinato (recurring 11—11—11 9 11—_11—11_}411>-11 11 SEL 11—11 11—11 8 11- 
accompaniment) figure enters, which 7—6— 6} 5 7 6 2 6) 3 7—6 5— 
is produced by repeated pick-hand =" 1) THT Res hy 7—;_| [| | [---- - 
fretboard taps on F# on the D string’s r 2 ? | V 






































11th fret. The term ostinato is Italian for | FIG. 2 | J=156 
ersistent(ly). In music, it usual refers 
: a short, peewee pattern performed 1 N.C.(F# m7) 
simultaneously with a melody. When the LE 
ostinato is above the melody, it is some- LA i 
times referred to as a rhythmic ostinato, ‘B 
or isorhythm. 5- \ “Ty 9 5, 54 | | 9 5 1 | | Tf 9 _5y 54 
FIGURE 1 shows the part as played | | 7 Y | | | | | | | | | y ? | 
with both hands tapping simultane- 
ously. While the pick hand taps the F# 
in steady quarter notes, the fret hand 
taps the syncopated melody on the ae 2 2 
bottom four strings of the eight-string 0-2-2} og 5-+-0 Bae 7 5 a 7 S 
guitar. An additional twists provided rT rE T Teer Ppl 4 
which can N.C.(D5) (B/D#) 
be thought of as four quarter notes (or 10 PM ete eee eee 1 Lo. . 
eight eighth notes) followed by three 
eighth notes (8+3=11) and counted “one- AA: z 
(e 
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and, two-and, three-and, four-and, one- 
two-three, one-and, two-and, three-and, 
four-and, one-two-three,” etc’ 
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In terms of harmony, my fret hand 
outlines arm chord by tapping the 
notes F#, A, C# and E while my pick hand 
taps the steady high F# root note (the osti- 
nato). This carries through bars 1-4, after 
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which I switch to F# major by tapping the and then tapped eighth notes apart. At 0:47, I switch to a heavily distorted tone and 
notes F#, A# and C#, including the fourth, Of greatest importance when performing this part transpose the fret-hand figure down an octave (see 
B, as well. Notice that, as the phrase is to strive to achieve an even volume among all the FIGURE 2). After eight bars of 11/8, there is a bar of 
moves from bar to bar, I alternately begin hammered notes. Try to sustain each note into the 2/4, and then I switch to a syncopated figure in 4/4 





with the two notes tapped simultaneously | next by not releasing it until the next note is sounded. | that emphasizes D and Eb pedal tones. 


Analyzing the harmonized melody 
lines in “Isolated Incidents” 
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- THE rae titan a I Eight-string gtr. arr. for six-string gtr. 
emonstrated the unusual two- 
hand tapping technique that qa Cie ely 
makes up the first section of the song, 
“Isolated Incidents,” from the latest Ani- 7 N.C.(A5) 
mals as Leaders album, Weightless. The theaahtshetchs —rr — 
section of the tune that follows features a 4 8—s879 011 wesn bs 
transition to a heavily syncopated pedal- 4-11—9 1) - 9—_11 11 11—9—11 113—9 1 
tone pattern with a single-note melody 
played above it. In this chapter, I’d like — — | 
to go over that single-note melody, as 
well as the way in which I harmonize it 5 Bbm 
when it is repeated. —_ = 
As shown in FIGURE 1, bars 1-6 4 oe 6—6) 8 : 
of the melody are played over a low 141—9—94 11-9 u 11-9 4 8- 
A pedal tone, with the tonality of A) |— © L_ FJ | Y Y Y 
At this point of the song, the 9 a sense 
melody is very straightforward, with 9 penn pa 9—lx9) 6 9 ; = 
all of the notes falling directly on the 8 6 : we 8 - “<B) 8 6 : i 
strong downbeats of either “one,” 5 elk \ 5 
“two,” “three” or “four.” The line is) Vv V /y y /y 
| FIG. 2 | Gtr. 2: harmony 
capctptertc) | , “VC-) 
instead of the A major scale (A B C#D : 1141-22 : 4a cea Fa 
E F# G#).@ihelonly difference between) 4-13 11-€43) 11 13 13-11-13 —14133—11 
At 13 
At bar 7, following a single measure of 5 : Bbm 
2/4, the pedal-tone accompaniment shifts 13-13) oe 16 4 
up one half step, from A to Bb, and the im- eae 13-11 4 15 3-413) 15 
plied harmony moves from A major (with 15- is : 
a #4, or #11) to Bb minor. The melody from Lt Ls | Vy ¥ /y 
this point on is based on the Bb minor 
pentatonic scale (Bb Db Eb F Ab) and mim- 
ics the primary “theme” of the tune that 9 16 ra 13 Aas 13 16 —— 
was outlined in the opening tapped figure. 15 14 16 16) = 13 16—/<16) 15- 15 14 16 4 
Simple as this line may seem, I switch 15415} 
between accenting notes only on the " y—ly " " 
eighth-note ee ae counts / yr y + 
between the downbeats—in bars 7, 10 and 
11, and accenting notes squarely on the 
downbeats in bars 8, 9 and 12./Normally, 
FIGURE 2 shows the aforementioned harmony with the octave-doubling approach through the 
line to the melody in FIGURE 1, which enters at next bar, after which I move back down to a fifth 
1:17 on the recording. In bars 1-7 and the first three harmony for one bar and then back to an octave 
beats of bar 8, I harmonize the melody line a fifth above for the final two bars. 
above each note, diatonic to the previously men- This is the last chapter in Prog-Gnosis. I hope you 
tioned scales. For that last note of bar 8, I move up have enjoyed these lessons and have found them useful 
and double the melody an octave higher, and I stick 





and informative. Thanks for watching. 


